While much of the early critical commentary on Ernest Hemingway's A Farewell to Arms presumes that the experiences of Hemingway's protagonist, Frederic Henry, were closely based on those of his creator, for many decades it has been widely recognized that the two are at least as dissimilar as similar. Frederic Henry's famous statement that he "was always embarrassed by the words sacred, glorious, and sacrifice and the expression in vain" (Hemingway 2012, 161) bears little resemblance to the patriotic enthusiasm with which the young Hemingway, delighted that he would not be "gypped" out of "immediate service" in the military because of his poor eyesight, embarked as a volunteer with the American Red Cross ambulance service-and, upon returning home, sported the Red Cross uniform by the Italian designer Spagnolini (Spanier and Trogdon 2011, 87) . Although both Hemingway and his fictional creation were wounded in Italy, fell in love with English nurses, and subsequently received medals for valor, their military status differed dramatically. Frederic Henry drives an ambulance for two grueling years and has the status of a Second Lieutenant in the Italian army; whereas Hemingway was a volunteer in a Red Cross "rolling canteen" and-while he once posed for a photograph in the driver's seat of an ambulance-never actually drove one. Moreover, their experiences encompassed crucially different phases of the war. The novel features the Isonzo front in the Alpine campaign of [1915] [1916] [1917] , climaxes in the massive retreat of the Second Army from Caporetto in October 1917, and ends in Switzerland in March 1918. Hemingway, by contrast, received notification of his Red Cross induction in March 1918, arrived in Italy in June, was wounded in July, never saw action again, and was home by the fall. The deaths of Catherine Barkley and the baby occur at precisely the conjuncture-that is, the spring of 1918-when Hemingway began the journey resulting in his writing of the novel a decade later.
The disparities between Hemingway's wartime experiences and those of his protagonist have given rise to considerable critical commentary, ranging from admiration of his reconstruction of events he never witnessed and terrain he never traversed (Reynolds 1976, 107-23; Lewis 1982) to skeptical speculation about his motivations in reframing his personal history (Gandal 2008, 167-84; Keene 2014) . Although disagreeing about the extent to which the sottotenente's standpoint replicates that of his creator, however, critics have generally concluded that disillusionment-with not just wartime patriotism but all inherited certainties-inhabits the novel's core: Frederic Henry's repudiation of "abstract words" ventriloquizes a weariness with politics of all kinds that Hemingway himself had come to embrace when he began work on Farewell. Insofar as the novel contains a tacit apologia for his youthful behavior, the text's backward glance displays the author's shame at having been gulled by wartime propaganda, but not guilt at having participated in the war itself.
We propose that Farewell is a consummately political novel, and that grasping Hemingway's leftist leanings is essential to an appreciation of the retrospective standpoint from which the tale is told. While Hemingway has been viewed as "pragmatic and stubbornly nonideological" (Cooper 1987, 19 ) and "never a radical" (Reynolds 1986, 194) , Keneth Kinnamon persuasively argues that "from the beginning to the end of his adult life, Hemingway had deep sympathies with the left, especially the revolutionary left" (Kinnamon 2006, 159) . The analysis of war and fascism we find specifically relevant to Farewell is signaled in Hemingway's 1934 "Old Newsman Writes: A Letter from Cuba" quoted above. After proclaiming his regret at the postwar "abortion" of revolution, Hemingway explains, For a long time I could not understand it but finally I figured it out. If you study history you will see that there can never be a Communist revolution without, first, a complete military debacle. You have to see what happens in a military debacle to understand this. It is something so utterly complete in its disillusion about the system that has put them into this, in its destruction and purging away of all the existing standards, faiths, and loyalties, when the war is being fought by a conscript army, that it is the necessary catharsis before revolution. No country was ever riper for revolution than Italy after the war but the revolution was doomed to fail because her defeat was not complete; because after Caporetto she fought and won in June and July of 1918 on the Piave. From the Piave, by way of the Banca Commerciale, the Credito Italiano, the merchants of Milan who wanted the prosperous socialist co-operative societies and the socialist municipal government of that city smashed, came fascism. (Hemingway 1934, 180-81) France too, Hemingway notes, "was whipped and ready for revolution in 1917 after the failure of the Chemin des Dames offensive. Regiments revolted and marched on Paris." Although Clemenceau "executed God knows how many soldiers . . . tied to stakes before the firing squads at Vincennes . . . he had his troops fighting again by July 1918 [after] the American effort arrived. Because they ended up as winners, revolution was doomed in France." While in 1870 the defeat of the French army during the Franco-Prussian War had "prepared the way for the Commune," after the Great War-even in Germany-"a peace was made before there was a defeat of the kind that makes revolution." Noting that "it isn't all in [Karl] Marx nor in [Friedrich] Engels, a lot of things have happened since then," he chides journalists for their ignorance of the "mechanics, theory, past performance and practice of social revolution" (White 1967, 180-82) .
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A number of propositions here are relevant to Farewell. First, Hemingway embraces a doctrine of revolutionary defeatism; for working-class conscripts, victory consists not in winning the war but in losing so badly that the "system that has put them into this" loses all legitimacy, leaving the door open to revolution. Notably, the "destruction and purging away of all the existing standards, faiths, and loyalties" entails not a generalized rejection of abstract concepts, but a "cathartic" purging of dominant ideologies. Second, Hemingway designates the spring and summer of 1918-when the United States entered full force into the war, Italy reversed the defeat at Caporetto, and France repelled the final German offensive on the Western Front-as the moment when revolutionary hopes were betrayed. The postwar "peace" was a prelude to heightened class war, within victorious and defeated nations alike. Third, fascism emerged in Italy from finance capital's postwar eradication of the socialist political and economic institutions established in the prewar years. It is the capitalist class-owners of the banks, rulers of the state, agrarian elites-who stood to profit from the consolidation of state power under Benito Mussolini. Fourth, although Hemingway asserts that "it isn't all in Marx and Engels," his evaluation of postwar politics with reference to the Paris Commune suggests that he shared their analysis of the most important proletarian upsurge of the previous century. Finally, his insistence that military defeat is a prerequisite to "Communist revolution" puts him in the company of no less a theorist than Vladimir Lenin, who in 1916 called for "the complete military smash-up . . . of tsarism," arguing that "the imperialist war cannot end otherwise than in an imperialist peace, unless it is transformed into a civil war of the proletariat against the bourgeoisie for socialism" (1916) . For both Hemingway and these classic theorists of the left, victory and defeat were defined in class terms. Although one might argue that views Hemingway expressed in the mid-1930s cannot be taken as a register to the political ideas embedded in his 1929 novel, his writings of the 1920s reveal not only his mounting disgust with Mussolini's regime but also his broader awareness of the capitalist basis of power politics. In his Toronto Star reportage on the April-May 1922 Genoa Economic Conference, Hemingway describes in lurid detail the violent attacks of the fascist "blackshirts"-"a brood of dragons' teeth that were sown in 1920 when it looked as though Italy might go Bolshevik"-on socialists, anarchists, and communists. Interviewing Mussolini soon after the October 1922 March on Rome, Hemingway writes that Il Duce, whom he adjudged the world's "biggest bluffer," now "registered Dictator" (White 1985, 130, 256) . Although Hemingway by no means held the left unaccountable for the failure of the working class to advance toward revolution during the biennio rosso, he viewed the triumph of Mussolini as the triumph of the agrarian elites and finance capitalists.
3 At the 1923 Lausanne Peace Conference, Hemingway cannily examined the political and geographical constraints on the young Soviet Union since "the world revolution did not come off" (1985, 258) . Postwar uprisings in the French-occupied Ruhr Valley-the "Reddest part of Germany"-were successfully deflected by "industrialists . . . anxious to provoke an incident . . . and revive the old patriotic fervor" (290). By the time he had viewed the machinations of ruling elites up close, Hemingway was not simply disillusioned; he had developed an alternative understanding of historical causality based in an analysis of the grounding of politics in economics.
Hemingway composed several works of short fiction during the 1920s reflecting his sympathy for the left, antipathy to fascism, and increasingly radical backward glance upon the war and its aftermath. "The Revolutionist" (1924) , set during the biennio rosso, portrays a young Communist, in flight from the fascist Horthy regime, who "in spite of Hungary . . . believed altogether in the world revolution"; indeed, the young man views Italy as "the one country that every one is sure of. It is the starting point of everything." The narrator-evidently a leftist organizer in Romagna, a region targeted for violent repression by the fascist squadristi-laments that the movement is going "very badly" (Stephens 1987, 119) . "In Another Country" (1927) , set in wartime Milan, displays the embarrassment of an American officer in the Italian army who has received undeserved medals of honor and whose uniform, as he passes through a working-class neighborhood, prompts mutterings of "a basso gli ufficiali" ("down with officers," 207). "Che Ti Dice la Patria?" ("What Does the Fatherland Mean to You?"), a fictionalized version of Hemingway's 1927 trip with his friend Guy Hickok through northern Italy, depicts a nation where fascist thugs run rampant and women are forced into prostitution. These stories represent wartime and postwar Italy as being rife with class antipathy.
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While the reportage and short fiction composed before Farewell display Hemingway's growing antifascism and leftism, a story written five years later-"A Way You'll Never Be" (1934)-reflects his revised understanding of his own wartime role in the American Red Cross. Featuring Nick Adams, the shell-shocked veteran protagonist of a series of stories set in wartime Italy and the postwar United States, this tale situates Nick in the summer of 1918 in Fossalta, the site of his wounding a few months before (portrayed in "Now I Lay Me" [1927] ). Visiting a battlefield filled with decaying corpses, Nick is delusional, "seeing" a nonexistent white house. But his principal obsession is with his American military uniform. "Look at the uniform," he insists. "Spagnolini made it. . . . I really have no rank, [but] [it'll] make them believe others are coming." When he expresses his desire to ride his bicycle to the front and distribute chocolate to the troops "with a kind word and a pat on the head," an Italian officer denies his request: "If you move around, even with something worth giving away, the men will group and that invites shelling" (White 1967, 311-13) . Among Hemingway's accounts of Americans serving in Italy during the war, "A Way You'll Never Be" alone contains a description of the wartime function of volunteers with the American Red Cross. As Steven Florczyk has recently shown, the ARC's 1918 mission in Italy was above all else an exercise in frontline diplomacy. Volunteers with no military experience, let alone officer status, were dressed in officers' uniforms to inflate the appearance of a US military presence. As a bicycle-riding participant in the "rolling kitchens" and "emergency canteens," Hemingway "was expected to serve passing troops on their way to and from the combat zone, carry food to the lines, and propagandize among the combatants. . . . Those stationed at the front served as American representatives in a way that surpassed the role of ambulance drivers in terms of boosting morale" (Florczyk 2012, 65 ). Hemingway's earlier narratives-including Farewell-stress American soldiers' discomfiture at receiving undeserved medals for valor. "A Way You'll Never Be," however, depicts the presence of Americans in uniform as an actual threat to the welfare of the Italians; it implies a retrospective standpoint of not just shame but guilt. And although Nick Adams clearly cannot be equated with his creator, it bears noting that Hemingway too was wounded at Fossalta, and that Spagnolini designed the uniform that Hemingway sported upon his return home. Nick's evident consciousness of the uniform charade suggests Hemingway's awareness that, by participating in the 1918 Red Cross mission, he had himself helped to bolster morale in the Italian army in the wake of Caporetto. According to "Old Newsman Writes," then, he had helped to turn the tide against the military defeat that might have issued in proletarian political victory; he had contributed his mite, however inadvertently, to the crushing of social revolution. Farewell simultaneously gestures toward and buries this nagging sense of responsibility, allowing it to emerge only at the end, when ants crawled out on a log.
5
In 1958, Hemingway famously declared, "I always try to write on the principle of the iceberg. There is seven-eighths of it underwater for every part that shows. Anything you know you can eliminate and it only strengthens your iceberg. It is the part that doesn't show" (1958, 84) . We propose that Farewell's iceberg is historical: the iceberg of the fascist future underlies the wartime present. But the text's critique of capital and commentary on failed revolution-crucial to its analysis of the trajectory leading to the fascist future-require symbolic decoding: the iceberg's tip invokes narrative realism, but its underwater portion invokes allegory. Finally, the novel displays Hemingway's only partially acknowledged relationship to the role he played in wartime Italy: the hidden part of the iceberg also contains the author's mea culpa.
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"WE'RE SOCIALISTS. WE COME FROM IMOLA. . . .YOU COME, TENENTE. WE'LL MAKE YOU A SOCIALIST TOO": THE NAMES OF PLACES Contrary to those readings of Farewell insisting upon its apolitical fatalism, the text is full of dialogue and incidents featuring the war as a site of class struggle. The priest states that "there are people who would make war" and those "who would not"; "the first ones make them do it" not least because those who would not "are not organized to stop things and when they get organized their leaders sell them out" (Hemingway 2012, 61) . Rinaldi notes that "the French had mutinied and troops marched on Paris" (31); Manera describes the officer staff's decimation of troops refusing to fight; Passini-right before he is killed-declares, "War is not won by victory. . . . One side must stop fighting"; he asks, "Why don't we stop fighting?" (41-44). Aymo, Piani, and Bonello, the ambulance drivers accompanying Frederic Henry during the retreat from Caporetto, openly proclaim their identities as "anarchists" and "socialists" (180). Bonello, who finishes off the escaping sergeant wounded by Frederic Henry, is motivated by hatred of figures of authority, from officers to kings. Piani's comment that he knows little about "this kind of war" (190) suggests his acquaintance with another kind, the domestic class struggle. These expressions of class-consciousness are generalized when, during the retreat, soldiers throw down their guns, shouting "A basso gli ufficiali!," "Andiamo a casa!" ("We're going home!"), and declaring themselves to be the "Brigata di Pace." The carabinieri tasked with executing any officers separated from their troops mouth protofascist clichés: "It is you and such as you that have let the barbarians onto the sacred soil of the fatherland" . When Frederic Henry observes that "We are more in danger from Italians than Germans" (185), the text directs attention to both present military perils and future political repression. After he deserts, moreover, his reliance upon an underground network experienced in assisting the escape of mutineers indicates that his "separate peace" depends upon collective participation.
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The names of a range of specific places further gesture toward the text's historical iceberg. When a British major before the Caporetto retreat proclaims that all the military forces are "cooked"-and that "the last country to realize they were cooked would win the war"-he is attempting to cope with the massive trauma occasioned by the one hundred and forty thousand recently lost on the Bainsizza plateau and on San Gabriele, as well as the forty thousand on the Carso. Directly preceding this outburst, however, Frederic Henry notes that "there were riots twice in the town against the war and bad rioting in Turin" (Hemingway 2012, 116) . While his mention of unrest in Gorizia indicates the widespread nature of antiwar rebellion, his mention of Turin specifically refers to the August 1917 strike by Turin munitions workers, which grew into hunger riots and a general strike in which Fiat workers figured prominently. As Antonio Gramsci writes, "The streets and squares were jammed with the people once again asking for bread, liberty and justice . . .
[They] were answered with machine guns" (1977, 33 ; translation by the authors). That Manera uses a lighter "shaped like a Fiat radiator" (41) suggests his identification with the efforts of the SPI's left wing, which became the Communist Party of Italy in 1921, to turn the imperialist war into a civil war. Although some of the Turin strikers were conscripted and sent to the front at Caporetto as punishment, this strategy boomeranged when they helped to arouse the mutinous spirit accompanying the retreat. The conscripts from Turin refused, moreover, to accept "gifts distributed by patriotic agencies" (Trevelyan 1919, 167); had Hemingway been on the Isonzo front in 1917, these draftees would presumably have rejected his gifts of chocolate and cigarettes. "Home to the most technically advanced and politically conscious proletariat in the country," Turin would be the focus of fascist repression in 1922, when the offices of the Communist press were burned to the ground and at least eleven leftists were murdered (Sonnessa 2006, 480) . 8 Other locations mentioned in Farewell further point toward the grim future embedded in the wartime present. Frederic Henry's criticism of Rome as being "full of fleas"-in response to an Italian major's comment that "Italy will return to the splendors of Rome" (Hemingway 2012, 65 )-ironically anticipates Mussolini's call upon all Italians to "salute the empire that, after fifteen centuries, reappears on the fateful hills of Rome" (Mussolini, the authors' translation). The fleas that batten on the glory of the past are sucking the blood of their host. As indicators of the politics contained in the text's historical iceberg, however, perhaps the two most significant places mentioned in Farewell are the Abruzzo and Imola, linked, respectively, with the priest and the second group of ambulance drivers. Proposed as invitations to Frederic Henry, these geographical sites signal diametrically opposed options for the future. The priest urges the sottotenente to visit his home in the Abruzzo, "where the roads were frozen [and] it was clear cold and dry [and] peasants took off their hats and call you Lord" (11) . Although seductively portraying the organicism of a residually feudal social order, the priest's description not only glosses over the prewar impoverishment of the Abruzzo's peasantry but also obscures the leading postwar role played by Giacomo Acerbo, baron and MP from the Abruzzo, in enabling Fascism to ascend to state power. A year after the March on Rome, Parliament approved the Acerbo Law, which awarded two-thirds of the seats in Parliament to the coalition that obtained a relative majority of at least twenty-five percent: the legal chicanery spearheaded by the Abruzzo's aristocracy enabled the Fascists to win the 1924 elections, giving the stamp of legitimacy to "the world's biggest bluffer" (Berstein and Milza 1982, 125, 159) .
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This obfuscated history associated with the priest reflects not only the history of the Abruzzo but also the role of the Vatican during and after the war. The priest is hardly an unsympathetic character; he evidently concurs with the ambulance drivers' desire to abandon the war, and his notion that "sacrifice" entails "love" and the "wish to serve" (Hemingway 2012, 62 ) supplies a moral counterpoint to the rhetoric of patriotism Frederic Henry has come to detest. Conversing with the priest, moreover, Frederic Henry states that "it is in defeat that we become Christian"-" [not] technically Christian, but like our Lord" (156); the sacrificial Christ is linked by association with the politics of revolutionary defeatism. The priest's pacifism reflects the position taken by Pope Benedict XV, who in 1915 proclaimed the war a "useless massacre" and in August 1917 proposed a seven-point peace plan for ending the war (Kaiser 2007, 39-40) . The information supplied in several alternative endings to Farewell, however-in which Hemingway stipulates that the priest "lived to be a priest in Italy under Fascism" (2012, 312)-indicates Hemingway's awareness of the reactionary role the Catholic church would play by the mid-1920s, when Pope Pius XI secretly negotiated with the Fascist regime and declared that Mussolini was "a man [ . . . ] whom Providence has caused us to meet" (quoted in Delzell 1974, 100) . Although the priest appeals to a humanistic Catholicism, his institutional commitment to the Church retrospectively divests of legitimacy his version of sacrifice, which would soon be co-opted by the hyper-patriotic rhetoric of sacrifice in the discourse of fascism. The priest's invitation to the Abruzzo is thereby also divested of legitimacy: the bowing of the peasants to their "Lord" is incompatible with a version of "our Lord" that would envision "defeat" as a precondition to proletarian victory. 10 By contrast, Imola-the home of Bonello, Aymo, and Piani-had been a center of Socialist municipal rule since the early 1900s. When the ambulance drivers proclaim that "We're all socialists . . . we've always been socialists" (Hemingway 2012, 180) and invite Frederic Henry to visit Imola and be "converted," they are offering him a radical alternative to the invitation proffered by the priest. In the years 1921-1922, however, Imola-situated in Romagna, the locale featured in "The Revolutionist"-witnessed some of the most brutal repression by Mussolini's squadristi in all of Italy (Cardoza 1983, 340-86) . In October 1921, two busloads of fascists "armed with muskets, bombs and daggers, gasoline, and other flammables" entered into a suburb of Imola named "Lenin," where they "beat up everyone they could lay their hands on (women, children, old men, etc.) and burned as much of the place as they could" (Mancini 1922, 698) . The fascist leader Italo Balbo exulted: "Our passage was signaled by columns of flame and smoke. The plains of Romagna were subjected to an infuriated Fascist reprisal" (Galassi 1993, 274 , translation by the authors). That Hemingway was fully aware of the postwar repression in Imola is indicated in one of the unpublished endings to Farewell that referred to "how Ettore became a fascist and the part he took in that organization" and "what they did to Bonello in Imola" (316). Hemingway's putting Imola on the itinerary of his 1927 visit with Hickok suggests, moreover, his interest in seeing for himself how Romagna was faring some five years into Fascist rule.
Even as they signify alternative political potentialities, however, Turin, the Abruzzo, and Imola point not just to wartime resistance and postwar reaction but also to the contradictions besetting the left during the war and the subsequent biennio rosso. For, at the outbreak of the war, the SPI was alone among the Socialist parties in declaring itself neutral: its policy of "Nè aderire, nè sabotare" ("Neither support, nor sabotage") played no small role in disempowering potentially rebellious workers in the factories and soldiers in the field. Indeed, the priest may have this position in mind when he states that the workers and peasants "are not organized to stop things and when they get organized their leaders sell them out" (Hemingway 2012, 61) . The consequences of this neutral position are reflected in Passini's unanswered question, "Why don't we stop fighting?" right before he is blown to pieces. Although the radical workers of Turin may have thrown down the gauntlet in the summer and fall of 1917, they comprised the SPI's minority anti-war left wing. And while Manera, Aymo and Bonello proclaim that everyone in Imola is a socialist, the political conflicts within the wartime SPI would be magnified during the biennio rosso. As Hemingway would ruefully observe in 1936, "Italy was kept from going red when the workers took over the factories in Turin and not one radical group would co-operate with any other radical group . . . or . . . use their great asset, Italy's defeat at Caporetto, intelligently" (White 1967, 233) .
A consideration of the political and historical associations accompanying the references to Rome, Turin, the Abruzzo, and Imola in Farewell reveals that the function performed by the text's allusions to "the names of places" cannot be interpreted as a rejection of generalized concepts. Although the text's naming of specific military sites such as Monte San Gabriele, the Carso and the Bainsizza Plateau endows these massive graveyards with a tragic dignity, other sites mentioned in the novel-especially when understood from the standpoint of a decade into the future-signal not the repudiation of abstraction but its necessity: the contestation among alternative abstractions indicates the alternative possibilities facing Italy during and after the war. Constituting the tip of the text's historical iceberg, these allusions suggest the usefulness of viewing additional features of the novel as signifiers in a political allegory. We propose that Hemingway's invitation to formulate an ethical stance from which to judge his protagonist takes second place to his portrayal of Frederic Henry's consciousness as a reflection of his objective position-not simply as an American officer in the Italian army but as a member of the petty bourgeoisie, ambivalently positioned within the capitalist political economy constituting the causal matrix of the war itself. The ambulance drivers stress the limitations imposed by his higher status; the priest remarks that "the officers don't see anything. . . .You are nearer the officers than the men" (Hemingway 2012, 61) . Although Frederic Henry subtly encourages the ambulance drivers' antiwar talk, he loyally carries out his orders right up to the moment when, on the banks of the Tagliamento, his uniform emerges as the basis for summary execution rather than class privilege. After his plunge into the river "washes . . . away anger along with any obligation," he lies in a train; huddled among the weaponry against which he has bumped his head, and he thinks:
You saw emptily, lying on your stomach, having been present when one army moved back and another came forward. You had lost your cars and your men as a floorwalker loses the stock of his department in a fire. There was, however, no insurance. You were out of it now. You had no more obligation. If they shot floorwalkers after a fire in the department store because they spoke with an accent they had always had, then certainly the floorwalkers would not be expected to return when the store opened again for business. They might seek other employment: if there was any other employment and the police did not get them. (Hemingway 2012, 200) In its striking comparison of commerce to war, this passage registers Frederic Henry's oblique realization that, as a low-ranking member of the officer corps, he has been serving the interests of the owning class. Whereas the job of a floorwalker in a department store is to safeguard private property from petty theft-whether by customers or clerks-a sottotenente's job is to maintain discipline and guarantee the productivity of those under his command. But while Frederic Henry experiences a kind of epiphany-the "washing away" of both "anger" and "obligation" suggests his baptism and rebirth into a changed conception of his relation to the world-it bears noting that he sees "emptily." His equation of "your cars and your men" with the "stock" in a store indicates his continuing adherence to a fetishized conception of the origin and function of commodities. Moreover, his notion that he is "out of it now" is only partially true: for his escape from the war, he is reliant upon a train carrying guns to the front. 12 Frederic Henry's vision remains occluded largely because his subjective transformation-his feeling that anger and obligation have been washed away-does not entail an objective alteration in his relationship to money and capital. From the outset Frederic Henry has plenty of money to spend. While the average annual salary of a second lieutenant in the Italian army during the Great War was two thousand lire, with six more for each day of combat (Monaco 1918, 117 ), Hemingway's protagonist possesses far above this sum, at times dispensing as a single tip what would have constituted a sottotenente's full day's pay. When he plunges into the Tagliamento, he has over three thousand lire stored in his clothing; after deserting, he can still reach into his pocket whenever the need arises. And while his and Catherine's idyll in the mountains above Montreux is clearly headed toward tragedy, this is not because the lovers lack the financial means to stay warm, nourish themselves, or enjoy winter sports. 13 Frederic Henry's money is, moreover, not just money; it is drawn from the accumulated wealth of his grandfather, whose sight drafts supply the grandson with more than sufficient funds to live comfortably overseas. "I will draw a sight draft on my grandfather," he tells Rinaldi. "He has to pay or I go to jail. Mr. Cunningham at the bank does it. I live by sight drafts. Can a grandfather jail a patriotic grandson who is dying that Italy may live?" (Hemingway 2012, 66) . The source of this wealth is part of the text's economic iceberg. As a careful follower of international exchange rates and banking investments, however, Hemingway knew full well that the Banca Commerciale and Credito Italiano thrived under fascism largely because of their preexisting ties with global financial networks. The sight drafts Frederic Henry regularly cashes-posited upon the assumption that "Mr. Cunningham" back home is trusted in Milan-were a means by which the capital of allied nations could flow across borders in wartime. The fact that Frederic Henry's grandfather dispenses the funds as a reward for his grandson's patriotism, moreover, links capital with a kind of internationalist nationalism; the sottotenente's status as "patriot" in a country other than his own reinforces the point that it is nationalism as such, rather than any particular patriotic commitment, that occasions his grandfather's financial support. Frederic Henry is further tied to finance capital through "old Meyers"-released criminal and fixer of horse races-who embodies the impersonality of the exchange relation. "When he talked," recalls Frederic Henry, "you had the impression that he was not looking at you or that he mistook you for someone else" (104). Frederic Henry's ready recourse to cash throughout Farewell indicates his complicity in the international capitalist matrix that generated the war and would be consolidated under fascism. Notably, even in his postbaptism epiphany he views a department store, and not a bank, as the locus of social control.
A recognition of Frederic Henry's unacknowledged but determined relation to capital situates his perceptual shortcomings in his objective class position; moreover, it gestures toward a trope deeply embedded in the rhetorical structure of Farewell. Marx famously compared capital to a vampire: "Capital is dead labour which, vampire-like, lives only by sucking living labour, and lives the more, the more labour it sucks" (1976, 342) . The core analysis underlying Marx's metaphor is the dominance of the surplus value invested in constant capital-the product of dead labor-over the living labor purchased with variable capital. But Marx also used the metaphor more generally to expand upon the bloodiness, both metaphorical and real, involved in capitalist class rule. "'If money comes into the world with a congenital blood-stain on one cheek,'" Marx wrote, then "capital comes dripping from head to toe, from every pore, with blood and dirt" (1976, 926) . Engels referred to the enemies of the working class as the "vampire property-holding class" (1993, 245) .
In Marx and Engels's "political economy of the dead" (Neocleous 2003) , however, it would take not garlic, mirrors, and crosses, but working-class organization-and, finally, revolution-to vanquish the vampire of capital.
In the early twentieth-century, the vampire trope appeared in both popular and leftist discourses to portray everything from sexual exploitation to war profiteering; these themes are suggestively linked in Farewell. In the hospital, Frederic Henry cannot see himself in the mirror and sleeps during the day; awake at night, he draws the life out of Catherine to the point where Helen Ferguson declares, "You ought to ask her not to do night duty for a while. She's getting very tired" (Hemingway 2012, 95) . Having imagined bats flying over the roofs of Milan in his earlier fantasy of sleeping with Catherine, he relates that, when the fantasy became real, "a bat flew into the room through the open door that led onto the balcony. [ . . . ] The bat was not frightened but hunted in the room as though he had been outside" (88). Read metaphorically, the bat's boldness not only proposes that Frederic is "hunting" Catherine but also that it recognizes no distinction between the street and the hospital room, the public and the private; the world is its domain. Although no bats appear in the novel after the lovers leave Milan, Frederic and Catherine continue to live off the sight drafts when they arrive in Switzerland-a country that, while ostensibly neutral during the war, was relied upon by all the warring nations for the stability of its banking system. It is perhaps also no accident that the last name of the English Catherine, Barkley, is the homonym of "Barclay," the name of Britain's oldest bank, which expanded significantly during the war through a series of mergers (Ackrill and Hannah 2001, 59-74 ).
14 The text's hinted connections between sexual vampirism and international banking recall the conjoined predations of Bram Stoker's demonic protagonist: the alchemy of vampirism turns the blood he sucks from his eroticized victims into the banknotes and gold that stream from his coat when he is attacked with a knife. As Franco Moretti observes, Dracula's "curse compels him to make ever more victims, just as the capitalist is compelled to accumulate. His nature forces him to struggle to be unlimited, to subjugate the whole of society" (Moretti 1997, 433; emphasis in original) . While Frederic Henry sucks the blood of the accumulated dead labor embodied in the sight drafts, he does not partake of Dracula's boundless drive to accumulate; indeed, like the Count's prey in Stoker's novel, he is both victim and victimizer. Frederic Henry's moral choices are, however, detached from the structural causality determining them; political allegory trumps narrative realism. He is not free from the economic system that has created the mass graveyards of the war and that will produce, in the near future, the blood-sucking fleas of fascism.
"THEY COULDN'T START HIM BREATHING. THE CORD WAS CAUGHT AROUND HIS NECK": THE DEAD BABY AND ABORTED REVOLUTION Although many critics have viewed approvingly Hemingway's choice of his novel's title, not a few readers-starting with Hemingway's editor Maxwell Perkins-have expressed consternation at what they have seen as the contradictory notions of causality implied in the two meanings of "farewell" (Bruccoli 1996, 98-99 ). Frederic's adieu to the war's carnage, clearly a social act, stems from quite different sources than the apparently natural-that is, biological-forces causing the deaths of Catherine and their child. Critical attempts to conjoin these modalities of destruction have routinely resorted to transhistorical fatalism: "they" will get you in the long run; the rain falls on lovers and soldiers alike. We propose that reading Farewell as political allegory sheds new light upon both the novel's title and the deaths of mother and child at its end. 15 The comparison of capital to a vampire is not the only important metaphor that connects life and death in the discourse of Marxism: the movement from one mode of production to another is frequently described as the process by which a new society emerges from the womb of the old, with force functioning as "the midwife of every old society pregnant with a new one" (Marx 1976, 916) . Indeed, in his discussion of the Paris Commune Marx conjoined the metaphors of vampirism and parturition: the "historic mission" of the Communards, he wrote, was not just to abolish government by the "blood-suckers" but to "set free the elements of the new society with which old collapsing bourgeois society itself is pregnant" (1871, Ch. 5). Metaphors analogizing revolution with pregnancy and birth were carried over into leftist literature written in response to the Bolshevik Revolution. In "Petrograd" (1919), Babette Deutsch compared the Russian Revolution to an "impatient and impeded birth" that "challenges the leagued imperial earth" (1919, 10) . In "Exhortation: Summer 1919," Claude McKay viewed the revolution as a triumph of life over death: "For the new birth rends the old earth and the very dead are waking, / . . . For the big earth groans in travail for the strong, new world in making" (2004, 175) . In 1930s proletarian literature, revolution would be hailed as a secular reenactment of Judeo-Christian myth: Mike Gold writes that the "workers' revolution" was the "true Messiah" (1996, 309), while Langston Hughes proclaims that "the new Christ-child of the revolution's about to be born" (1994, 146) . In these left-inflected parallels between biological parturition and political revolution, the trope of giving birth invokes sex but transcends gender; central to the trope is the dialectical process of negation and sublation inhabiting both natural and social processes.
Also inspired by the Russian Revolution, however, was a counterposed rhetoric that stressed the necessity of crushing the revolution at birth. War Minister Winston Churchill, who oversaw Britain's role in the postwar Allied invasion of the USSR, insisted that "Bolshevism must be strangled in its cradle" (Bowker 2014, 50) . Gramsci, witnessing the development of fascism emerging from the defeat of the biennio rosso, grimly elaborated on the metaphor of failed birth: "The crisis consists precisely in the fact that the old is dying and the new cannot be born; in this interregnum, a great variety of morbid symptoms appear" (1971, 276) . The connections between these formulations, "Old Newsman Speaks," and the ending of Farewell are not far to seek; the death of the baby bears out Hemingway's conclusion that, even though "the world was much closer to revolution" in the wake of the war, "everywhere it came it was aborted." Not only does the baby's death by strangulation on its own umbilical cord suggest a link with strangled revolution; the fact that the baby dies before it is even born-"they couldn't start it breathing" (Hemingway 2012, 279)-speaks volumes about Hemingway's retrospective assessment of the possibilities for world revolution emerging from the war. That Catherine's death also signals a causality more metaphorical than physical is indicated by the fact that her death is occasioned not by the narrowness of her hips but by the spontaneous eruption of a massive internal hemorrhage. Rather than a Madonna giving birth to revolutionary redemption, she bleeds to death; vampire capital continues to do its work. 16 That mother and child die in March of 1918 reinforces the text's commentary on the foreclosure of revolutionary possibility. For the deaths highlight Hemingway's assessment that it was in the spring of 1918 that the knell of workers' revolution was sounded, with the regrouping of the Italian army, the beginning of a series of Allied victories on the Western front, and the failure of the left to take advantage of the opening supplied by Caporetto. Surely it is no accident that Frederic reads of a "break through [sic] on the British front" on the day of Catherine's death (Hemingway 2012, 281) . It was in March 1918, too, that the young Ernest Hemingway, learning of his acceptance into the American Red Cross, had written to his sister of his delight at not being "gypped" of the chance to go to war-a circumstance setting in motion the sequence of events culminating in the writing of the novel itself.
Besides supplying a historically grounded connection between the themes of love and war, a reading of the trope of pregnancy and childbirth through the lens of political allegory enables us to approach afresh the opening chapter's provocative description of soldiers marching to the front through the dead leaves and mud: "The leather cartridges on the front of [their] belts . . . bulged forward under the capes so that the men . . . marched as though they were six months gone with child" (Hemingway 2012, 4) . While the text clearly suggests doom-the vulnerability of these working-class infants of the infantry soon to be subjected to infanticide (Pozorski 2004; Haytock 2000) -it also proposes the soldiers' potentiality to be bearers of a new social order. After all, the novel begins in 1915, when, according to "Old Newsman Writes," there existed the possibility of proletarian revolution: the mutinying soldiers marching back from the front through the mud two years later could have pushed out a new birth through the canal of the Caporetto defeat, had the existing political forces been able to act as midwife. The soldiers are at once the subjects and the objects of historical process: they may either give birth to a new world or be its aborted offspring.
Indeed, if we read the opening description of the "pregnant" soldiers of 1915 as signaling that-at the time, if not in retrospect-another world was possible, other images suggestive of male pregnancy come into focus. While critics have commented on the text's treatment of sexuality, what is routinely seen to be at stake is Hemingway's conception of masculinity in a time of war (Herndl 2001; Marcus 1989; Spilka 1990, 108-22) . If, however, male soldiers are viewed as carriers of revolutionary potentiality-if the metaphor of giving birth is delinked from biology and gender and resituated in politics and history-other swellings of male bodies can be suggestively read as signifiers in a political allegory of possibility and failure. For example, the self-inflicted bump on the head of the Italian-American soldier whom Frederic Henry tries to rescue from the front lines can be read as marking an aborted-because individualistic-attempt at revolutionary defeatism (Hemingway 2012, 30) .
Frederic Henry himself undergoes two bumps on the head. The first-which, according to Helen Ferguson, "could make you go crazy" (95)-occurs when he is shelled while the ambulance drivers are trying to "convert" him to socialism; the bump suggests his possible impregnation by the idea of revolution. The second bump occurs when he hits his head against the crates of guns as he escapes from Caporetto rather than joining the brigata di pace; when discussing her own pregnancy, two months later, Catherine notes that Frederic still has a "big bump" (256). The idea of revolution, unlike Athena, remains unborn. The text's realism is unsettled to emphasize the presence of these bumps, thus gesturing toward the possible reading of the swellings as the gestation of revolutionary ideas. Detaching pregnancy from gender, in turn, allows Catherine's pregnancy to function simultaneously as realism and allegory.
"I WAS NOT AGAINST THEM. I WAS THROUGH": FREDERIC HENRY'S "SEPARATE PEACE"
A reading of Farewell as political allegory further clarifies the importance of Frederic Henry's claim to have arrived at a "separate peace." Although the phrase's historical context is often overlooked in commentary on the novel, the term "separate peace" figured prominently in the power politics guiding the war: the members of both the Central Powers and the Entente signed pledges that they would not undertake independent negotiations for peace with either the enemy alliance or its constituents. With the collapse of the Tsarist regime and accession to power of the Bolsheviks, however, Russia's troops abandoned the eastern front; a "separate peace" was declared when, on March 3, 1918, Russia, Germany, and Austria signed the Treaty of Brest-Litovsk. Although the Treaty offered injurious territorial terms, Lenin argued for its acceptance: coming revolutions in the West, he argued, would pave the way for global anti-capitalist upheaval and safeguard the infant Russian state (Lenin 1918) . The Bolsheviks' antiwar stance not only revolutionized sympathetic forces in the Austro-Hungarian army but also aroused proletarian solidarity in the nations of the Entente. Indeed, it played no small role in inspiring the 1917 strikes in Turin and the cries of "Andiamo a casa!" during the Caporetto retreat. 17 As it turned out, the Bolsheviks' estimate that revolutions in various Western European countries would follow soon upon the Russian Revolution, freeing the workers of these nations from the yoke of capital and helping to consolidate the revolution further east, would prove tragically inaccurate. By any calculus, however, the term "separate peace" signified not a stance of neutrality, but a partisan position in the international class war. Frederic Henry's proclamation of his own "separate peace"-"I was not against them. I was through" (Hemingway 2012, 200 )-plays upon the language of contemporaneous diplomacy. But-especially when followed by Catherine Barkley and Frederic Henry's retreat to Switzerland-his attempt at historical analogy breaks down. For his claim to being "through" reflects not a rejection of the socioeconomic system that has generated the war but his continuing imperviousness to the implications of his own class position.
Indeed, if Frederic Henry's "separate peace" resembles any contemporaneous historical position, this is not the military withdrawal enacted by the Treaty of Brest-Litovsk but the paralyzing political stance advocated by the SPI: "Nè aderire, nè sabotare." As Frederic takes the path of least resistance in the fall of 1917, his escape to Switzerland replicates the larger failures of the left to take advantage of the opening offered by Caporetto. Catherine's death in a hospital in Lausanne-the site of the 1923 Peace Conference, where Hemingway had witnessed the former Allied powers quarreling over the postwar redivision of the globe and Mussolini celebrating his ascension after the March on Rome-points forward to what Gramsci called the "morbid symptoms" accompanying the capitalist-brokered end to the war. Just as Hemingway's temporal situation of the deaths of Catherine and the baby in the spring of 1918 points retrospectively to the turning point in the revolutionary tide, his geographical location of these events in Lausanne indicates his awareness of the impossibility of neutrality in the global class war.
"I THINK THE CUP OF WATER ON THE BURNING LOG ONLY STEAMED THE ANTS": HEMINGWAY'S MEA CULPA Frederic Henry's retreat into a "separate peace" in the Swiss Alps signals that he is hardly a bearer of revolutionary change. Neither, however, has he been shown to bear any specific blame for the deaths of Catherine and the baby, let alone for the millions dead in the trenches of the war. His lack of individual responsibility for these tragedies, personal and global, makes all the more puzzling the expression of racking guilt in the "ants on a log" passage that occurs right before the novel's end. Having heard that the baby was born dead, and anticipating that Catherine too will die, he recalls:
Once in camp I put a log on top of the fire and it was full of ants. As it commenced to burn, the ants swarmed out and went first toward the centre where the fire was; then turned back and ran toward the end. When there were enough on the end they fell off into the fire. Some got out, their bodies burned and flattened, and went off not knowing where they were going. But most of them went toward the fire and then back toward the end and swarmed on the cool end and finally fell off into the fire. I remember thinking at the time that it was the end of the world and a splendid chance to be a messiah and lift the log off the fire and throw it out where the ants could get off onto the ground. But I did not do anything but throw a tin cup of water on the log, so that I would have the cup empty to put whiskey in before I added water to it. I think the cup of water on the burning log only steamed the ants. (Hemingway 2012, 280) Although frequently read as an expression of Frederic Henry's-and by extension Hemingway's-fatalism, this passage invites interpretation as a historically specific commentary on the war. The ants' movements recapitulate the rushing back and forth of soldiers in the Isonzo campaign that culminated in the retreat from Caporetto: ants and soldiers alike are "cooked." In its linking of war with fire, moreover, the meditation invites juxtaposition with the "floorwalker" passage. But while the floorwalker may feel shame at having defended private property from petty theft (by analogy, for having played the role of a lower-level officer in the war), he bears no culpability for having started the fire (by analogy, for having caused the war itself). Here, by contrast, the camper has built the fire and then caused the "steaming" of the ants; he is guilty on two counts. But if Frederic Henry did not cause the baby to strangle on its umbilical cord or Catherine to bleed to death from an internal hemorrhagemuch less "cook" the soldiers fighting the Alpine war of attritionwhy should he conjure up the anguished memory of the camping episode at this particular moment?
The answer to these questions, we again suggest, is best sought not at the level of character motivation but at that of political allegory. For when the deaths of mother and child are not simply paralleled with the carnage of the war, but read as signifying the failure of working-class revolution to emerge from the war, then the culpability-and perhaps the identity-of the camper come into clearer focus. Frederic Henry has evinced little desire for "a splendid chance to be a messiah"; indeed, upon having rowed across the lake to Switzerland, he holds up his bloody hands and boasts of having no hole in his side. While he earlier mused, "it is in defeat that we become Christian [ . . . ] like our Lord" (Hemingway 2012, 156) , he has ended up choosing not revolutionary defeatism but the salvation afforded by intimate love; unlike the treaty signed by the Bolsheviks, his "separate peace" has done nothing to further the world revolution. But Hemingway-not the Hemingway who went to war in 1918 but the Hemingway who wrote about it a decade later-most certainly knew that he had, in his own small way, helped to steam the ants. For, like Nick Adams in "A Way You'll Never Be," he had not simply been seduced by the wartime propaganda but had-as an enthusiastic volunteer in the Red Cross "rolling canteens"-actively participated in its dissemination. He had contributed to the bolstering of Allied military morale that, beginning in early 1918, helped turned the tide of war away from the working-class political victory that, he later saw, might otherwise have emerged from ruling-class military defeat.
We speculate, then, that the camper who recalls his role in "steaming" the ants is not so much the protagonist of Farewell, grieving in the Lausanne of March 1918, as Hemingway himself, who in that very month and year embarked upon the journey that made him complicit in aborting the revolutionary possibility glimpsed in the soldiers six months gone with child. His reaction-displaced temporally and geographically into his fictional protagonist's memory of events occurring at some indeterminate moment in the woods of the American Midwest-is one not merely of shame, but of guilt. The ending of Farewell obliquely registers Hemingway's simultaneous acknowledgement and masking of his own role in the political defeat so powerfully registered in his novel's account of the Great War and its fascist aftermath.
The iceberg in A Farewell to Arms is the iceberg of history-from 1918 to 1929. While there has been ample critical commentary on the novel's treatment of the Isonzo campaign and the retreat from Caporetto, these events constitute only the tip of the iceberg: the hidden portion comprises the final months of the war, the biennio rosso, and the inception and consolidation of fascism. In order to suggest the causality shaping the future embedded in his novel's narrative present, Hemingway resorted to political allegory: realism could take him only so far as he sought to limn the tragic dimensions of the lost revolution he had come to believe in, look for, expect, and hope for. PETER GARDNER has lived in Rome since 1988 and teaches at Temple University Rome. His research concentrates on representations of the working class in nineteenth-century and early twentieth-century British and American narratives, particularly in popular culture and early cinema.
